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This Thesis Report Is dedicated










The purpose of this Thesis Report is to investigate




This Thesis Report is not intended to be a conscious
effort at describing, rationalizing or excusing any imag
ery that takes place in my paintings. It is, quite the
contrary, an attempt at reconciling my thoughts and feel
ings about life, man and the universe. It is hoped that
the manifestations of these thoughts would illustrate my
opinion of the role of the artist in society. The thoughts
that I will undertake are by no means new concepts to the
mind of man. They are as old as man himself, therefore, they
are, by their very nature, the most important thoughts
that man has yet to encounter.
The source for my discussion comes from mainly two
books, although other books were used. These books are
In Search of the Miraculous , by P. D. Ouspensky, and
Understanding Media, by Marshall McLuhan.
This report will be in two parts. The first will
deal with my painting direction during the year. I will
not deal with the philosophical aspects of the direction.
I will discuss only the problems encountered and the at
tempts at resolving said problems. The second part will
deal with my thoughts. I will, too, attempt a philosoph
ical description of my work, but I feel that the true nature
of painting is such as to allow any number of verbal
philosophical interpretations. Conseo^uently, any inter
pretation is valid. Let the viewer interpret.
The primary consideration in this series of paintings
was to discover a composition that would lend itself to
conciliate the mult i- imagery. I first restricted my Imag
ery to the areas entitled
"non-objective"
and "representa
tional". This direction soon revealed to me that the
exclusiveness of these areas must be modified for it
interfered with the direction. I soon changed the idea






were the only two categories to be consi
dered.
It is important to note that a major consideration
in resolving my direction was the relationship of areas.
I am speaking purely of the plastic relationships. I
found that treating the
"non-objective"
areas separately
without considering its relation or effect upon the "re
presentational"
areas was detrimental. I deemed it an
adversity for an image to detach Itself from the rest of the
painting. To solve this problem, I concluded that many
things must depend upon my treatment of the imagery.
Depending upon the painting, the treatment of the "repre
sentational"
image, that is the total value in which the
image is to be done, the size, the hue, in other words,
the total power of its communication is entirely dependent
upon the plastic limitations and demands of the entire
painting.
In composing these elements, I took liberties as far
as formal composition is concerned. However, other pla
stic problems ensued. Elements, the imagery, form, what
ever it is called, tended to be flung in space. There
was, too, a tendency for things to appear contrived.
This is due to my composition. I seemed to force my
"anti-compositional"
tendency into accepted Qompositlonal
rules. Recognizing this prompted me to take full advantage
of the indigenous possibilities of the direction, i. e.,
I began to use this
"anti-composition"
for the benefit of
the direction.
It must be remembered that the direction is still young
and I am speaking in terms of its position to-date.
There are still many things to investigate.
I made an attempt at composing the imagery in a manner
that is not too far removed from the way twentieth century
man sees. Man sees different and sometimes contradictory
forms in the day-to-day routine of his life. In cities
he sees multitudinous buildings, most of them different
from each other. He might see a building built by Sullivan
next to a Mies van der Rohe. He might see an Early-American
on one side of the street, a ranch house across the street,
and an International-Style apartment building down the street
separated by a park. This is a happenstance situation.
The major resolution of this, i. e., the element that
prevents these contradictory images from fighting each other
visually, (besides the fact that man has become accustomed
to this happenstance environment), is the accidental or
purposeful scale relationships that exists. I say acci
dental because very often we see things that bother us
visually. The problem Is we cannot reconcile them. A
few alterations and manipulations can conciliate the same
things.
Marshall McLuhan says that man is visually oriented.
That is, he is more capable of responding to visual commun
ication than any other. This tendency toward visual com
munication is lessened by technology.
As an intensification and extension of the
visual function, the phonetic alphabet diminishes
the role of the other senses of sound and touch and
taste in any literate culture. The fact that this
does not happen In culture such as the Chinese,
which use nonphonetic scripts, enables them to retain
a rich store of inclusive perception in depth of
experience that tends to become eroded in civilized
cultures of phonetic alphabet.
^
McLuhan goes into the problem of the lessening of
man's visual anc other sensory capacities. The phonetic
alphabet is a technology, and McLuhan says all technologies
are extensions of man. Therefore It (technology) drains
the source.
In suoport of the Idea that man is accustomed to his
environment, i. e., the way in which he sees is environ
mentally determined, McLuhan says that society learns to
1. Marshall McLuhan, Understanding Media, p. 84
read a photograph.
Just why westerners should be disturbed to find
that natives have to learn to read pictures just as
we have to learn to read letters, is worth consi
deration.
1
Because of the photograph, the newspaper, and the mag
azine, man has grown accustomed to seeing things in a cer
tain way. The human body is an example. One is used to
reading the head and shoulders of a person
in*
a ohotograph
as a complete entity, and not an entity whose body Is
cut off from the shoulders down. He has the ability to
perceive a relationship between a line of tyoe and a photo
graph. He does not, ordinarily, try to see depth relation
ships between the line of type and the photograph how
ever. The Images don't insist upon that sort of an inter
pretation.
I tried to make use of this manner of seeing in my
canvases. There is no wish for the viewer to think of
painting as an entity that falls under an arbitrary rule.
In other words, a painting does not necessarily have to be
a world of "causal dimensions". What do I mean by "causal
dimensions"? The representational image
"causes"
the
viewer to expect certain things to happen. These things
are learned
"causal"
relationships. In other words, the




space and depth. The
photograph does not necessarily manifest its Images in depth.
The photograph is two dimensional and it makes no attempt
at being three dimensional. It does not, by its nature, make
an attempt. The photograph simply freezes an image for
eternity. The Photograph's source is three dimensional,
but the photograph itself is two dimensional.
A photograph of "St. Peter's at a Moment of
History"
was the cover feature of Life magazine
for June 14, 1963. It is one of the peculiar charac
teristics of the photo that it isolates single moments
in time.
-1-
Awareness of the transforming power of the photo
is often embodied in popular stories like the one
about the admiring friend who said, "My that's a fine
child you have
there!"
Mother: "Oh that's nothing
you should have seen his
photograph." ^
Harnett deliberately tried to "fool the
eye"
into
believing painted objects were real. Instead of recording
images, he tried to make his paint create the images as if
they were really there. He was not trying to "fool the
eye"
into believing the t his images were photographs.
I violated this tendency to have images
"cause"
depth
by placing said images in a space. This space was inten
ded to be used by the images as any other space would be
used by any other types of images. The representational






Image does not inherently encompass depth; depth only exists
in our three dimensional world and this depth is limited
by our capacities to perceive.
CHAPTER 11
Marshall McLuhan states thst technology i an ex
tension of man. In other words, it is an extension of his
arms, legs, nervous system, sight, etc. How, in this light,
will progress be defined? Progress is then man's ability
to discover more sophisticated ways of performing his own
natural functions. Man can walk, so the extension of this act
is the wheel, the motor, the train, the plane, etc.
Man can talk, thus we have communicative developments
like the radio, the telegraph, etc. Man can live, so
he finds ways of eliminating disease, having peace talks,
making cars safer. Man can die, and he delves into research
to find more sophisticated weapons of destruction. These
concepts manifest man in his true light. Man is born with
certain capabilities and has nothing to say about them.
These capabilities, tendencies, or whatever one would call
them, shows that man has not passed the point of being a
machine.
The popular opinion is that technology is an avenue
for progress. The accent on science and math in our world
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bears example to this. The de-emuhasis on philosophy,
art, etc., bears example to the concept that It is not usa
ble if it cannot be scientifically proven.
McLuhai explains that the electric technology is
an extension of man. It is a model of the central ner
vous system.
With the arrival of electric technology, man extended,
or set outside himself, a live model of the central
nervous system itself. To the degree that this is so,
it is a development thnt suggests a desperate and
suicidal auto-amputation, as If the central nervous
system could no longer defend on the physical organs
to be protective buffers against the slings and arrows
of outrageous mechanism.
He says that these buffers, as he refers to them,
take the form of "psyche
pleasing"
experiences. Baseball,
etc., are buffers to protect against the force of
auto-
amputation.
P. D. Ouspensky, in his book In Search .of the Mira
culous , relates Gurdjieff's discussion on buffers.
You do not understand all the complexity of your
organization and you do not realize tht every effort,
in addition to the results desired, even if it gives
these, gives thousands of unexpected and often un
desirable results, and the chief thing that you forget
is that you are not beginning with a nice clean, new
machine. There stand behind you many years of wrong
and stupid life, or Indulgence in every kind of
weakness, of shutting your eyes to your own errors,
of striving to avoid all unpleasant truths, of con
stant lying to yourselves, of self justification,
1. Marshall McLuhan, Understanding Media, p. 43
of blaming others, and so on, and so on. All this
cannot help affecting the machine. The machine is
dirty, in places it is rusty, and in some places
artificial ap-oliances have been formed, the necessity
for which has been created by its own wrong way of
working.
These artificial appliances will now interfere
very much with all your good intentions.
They are called buffers!
they are created not by nature but by man him
self, although Involuntarily. The cause of their
abearance is the existence in man of many contradic
tions; contradictions of opinions, feelings, sympathies,
words, and actions. If a man throughout *the whole of
his life were to feel all the contradictions that are
within he could not live or act as calmly as he lives
and acts now.
*-
Ouspensky describes that buffers help man remain as
leep.
McLuhan'
s use of the word buffer is very close to
Gurdjieff's. When Gurdjieff mentions the word machine, he
is referring to man and his body.
If I am a machine, and if I am asleep, how can I awake?
Does it matter if I should awake? Who dares say that I
am asleep. I am not! Are there any clues to indicate
that I am asleep?
"The reason why It Is possible for 4 bodies to
exist in the human organism, that is, the physical
body, has such a complex organization that, under certain
conditions, a new independent organism can grow In
it, affording a much more convenient and responsive
instrument for the activity of consciousness than the
physical body. The consciousness manifested in this
new body is capable of governing it and it has full
power and full control over the physical body.
In this second body, under certain conditions, a
1. P- D. Ouspensky, In Search of the Miraculous , p. 154
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third body can grow, and the third body posses
ses the possibility of acquiring knowledge
inacces-
ible either to the first or second body. In the third
body, under certain conditions, a fourth can grow...
... The consciousness manifested in the fourth
body has full control over the first three bodies
and itself.
1


























Gurdjieff says that the fakir has complete control over
his physical body, but the astral and mental bodies go
undeveloped. The way of the monk is the way of faith.
All of the concentration of the monk is on the second
body, the astral body. The other bodies go undeveloped.
The way of the yoga is the way of knowledge. But the
physical and astral bodies go undeveloped. Gurdjieff
speaks of a way in which one can attain mastery over all
three bodies and reach a fourth.
Technology is only the extension of one body. Why
are there not extensions of other bodies? Man is asleep.
His physical body, therefore, is the cause for his en
vironment.
At the present moment we in the West experience,
and In experiencing resent, a consciousness of frus
tration. We have mastered and harnessed the forces
1. P. D. Ouspensky, In Search of the Miraculous , p. 40
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of nature for our own uses, but something, after all
our efforts, eludes us. We have divided life into
separate compartments, each presided over by a science
with an imposing name; but the wholeness of life
has somehow been obscured. What we seem to have lost
is the art of living. ^
The emphasis on science as the panacea for all human
misery indicates twentieth century man's inability to see
beyond his nose. There have not been notable periods of
happiness in the history of man. Wars, revolutions,
great scientific discoveries, etc., have been the make
up of history. The nuclear physicist is deemed more Impor
tant than an artist for the subsistence of a world power.
The physicist must be encountered within proper perspect
ive in order to live a truly conscious existence. The
artist can not save a nation from falling behind in the arms
race. Happiness lies within the intellect, emotions, anc
senses of the artist, and only within the technology of
the nuclear physicist. But the latter has a false hap
piness.
There are systems for the attainment of a true exis
tence. First of all there has to be a realization of a
need to change the existing system. If man feels that his
current system is heading him in the direction of "truth",
and I use the word
"truth"
for want of a better one,
then it is useless to tell him that he is dead to what is
really happening. Does it take empirical proof under the
1. Laurence Binyon, The Spirit of Man in Asian Art, pp. 3 4
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old system to illustrate the falseness of existence?
It seems hypocritical.
Ouspensky tells of Gurdjieff's talks on self-remem
bering. Self-remembering is a system to help attain
consciousness. Gurdjieff says that consciousness is an
undefinable state. One does, however, know when one is
experiencing it and when one is not experiencing it.
Consciousness is much more than the state of being "alive".
Just because one can see, smell, taste, hear, feel, and
organize so^ie order in the universe by using these senses
with the intellect, this does not mean that one is cons
cious. It is much more. Does consciousness exist on any
other level besides the one mentioned? Is one conscious
when one is driving a car? Is one conscious when res
ponding to a work of art?
Self-remembering is tied up in the concept of cons
ciousness.
moments of self remembering do occur In life,
although rarely. Only the deliber?te production of
these moments created the sensation of novelty. Ac
tually I hrd been familiar with them from early child
hood. They came either in new and unexpected surround
ings, in a new place, among people while traveling,
for Instance, when suddenly one looks about one and
says: "How strange! I and this place"; or in very
exotional moments, In moments of danger, in moments
when it is necessary to keep one's head, when one
hears one's own voice and sees and observes oneself
from the outside
I saw that self remembering gave wonder
ful sensations which, in a natural way, that is, by
themselves, come to us only very seldom and in ex
ceptional conditions I used.... to wander thr
ough St. Petersburg at night and to
" sense"
the houses
and streets, St. Petersburg is full of these strange
13
sensations. Houses, especially old houses, were
quite alive, I all but spoke to them. There was no
imagination in it. I did not think of anything, I
simply walked along while trying to remember myself
and looked about; the sensations came by themselves.
-1
"In all there are four st-tes of consciousness
possible for man (the lowest) states of cons
ciousness are first, sleep, in other words a passive
state in which man spends a third and very often a
half of his life. And second, the state in which
men spend the other part of their lives, in which
they walk the streets, write books, talk on lofty
subjects, take part in politics, kill one another,
which they regard as active and call. ... "the waking
state of consciousness".....
"The third state of consciousness is "self
remembering". . .or consciousness of one's being....
"The fourth state of consciousness is called the
"objective st?te of consciousness". In this state
man can see things "as they are". Flashes of this
state of consciousness also occur in man The
only right way to objective consciousness is through
the development of (the consciousness of one's being).
2
It is a respected theory that environment plays a
significant part in the formation of an individual intellec
tually, socially, and emotionally. Theories on heredity
and environment illustrate the role of heredity and en
vironment on the human, i. e., a being owes his physical
make-up both to heredity, (the color of his eyes), and
environment, (cigarette smoking may cause a person to stay
two inches shorter than his potential height). Taking
these various theories into consideration, one can talk
of the systems of living, life, knowledge, etc., that
1. P. D. Ouspensky, In Search of the Miraculous, pp. 119, 120
2.
" Ibid pp7~l4l, 142
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have been experienced by western man and the entirely dif
ferent systems that have been the make up of the eastern
man's environment. The phrase, "art is a reflection of
society", is a cliche by now but it is nonetheless still
a valid statement. The music from the east could not be
born in a western environment, and vice versa. They are
results of different systems of knowledge. It Is dangerous
to extend this idea and say that if one likes the system of
the west, one, consequently, likes the art of the west.
Another subsequent idea is that if one does not understand
the music of the east, one does not understand the east.
These statements are dangerous generalizations but I will
make them. In appreciating the art and music of the east
one is inadvertently and indirectly understanding the east.
Western man is unaware of the true nature of his own
environment or system. He neither understands his art nor
himself. It is the artist who tries to awaken him out of his
sleep.
The artist is inferior in one respect or another
to the gifted among his fellows: In the world of act-
Ion he is rarely at home, he may be unstable and irre
solute in his conduct, he may even be incapable of
sustained effort or intellect; but he is more complete,
because In him the life of the senses, the life of
the intellect, and the life of the emotions combine
into one.
1. Laurence Binyon, The Spirit of Man in Asian Art, pp. 5, 6
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The artist has an obligation to try to awaken man and to
realize his despicable predicament. It is my fear that
the arts alone cannot achieve this end; however, the ob
ligation is still to be undertaken. If man Is numb to
his world and If the presence of foolish and fatal events
do not cause him to shudder, then it takes a catastrophic
force to initiate this awakening.
Shakespeare bears examnle to the Incessant plea of
life for a pardon. Life excuses itself and it falls on
deaf ears, yet life does not stop excusing itsehf.
Give me your pardon, sir. I have done you wrong,
but pardon it, as you are a gentleman. This presence
knows, and your must needs have heard, how I am
punished with a sore distraction. What have I done
that might your nature, honor, and exception roughly
awake, I here proclaim was madness. Wasn't Hamlet
wronged Laertes? Never Hamlet.
-1-
Hamlet's plea to Laertes is life excusing itself.
And who responds to this plea? Hamlet excuses his actions
on the grounds of madness; Hamlet under madness is not
Hamlet. There is a war and 400,000 men are killed.
When the war is over life says, "Give me your pardon
sir.."
Life blames Its rashness on temporary madness and says,
"But this is not to be blamed on life". "Wasn't (life)
wronged Laertes? Never (life)".
An esoteric teaching deems man to be a being in
varying stages of consciousness. Generally speaking,
1. William Shakespeare, Hamlet
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man is in the first stage of consciousness. In this stage
he is at the whim and caprice of the order of the universe,
i. e., life. Everything man does is not of his own voli
tion. It just happens. He is caused to do it. He is
caused to discover a cure for the bubonic plague, he is
caused to drop a bomb on Hiroshima. He is caused to do these
things because he is asleep. The musician, the painter,
etc., says,
"
but pardon it, as you are a
gentleman."
But man sees nothing to pardon. "We must take the good
with the
bad."
"Let me see we saved 70,000 people
this year because we discovered a cure for the black pla
gue."
"Say, do you remember those 70,000 people we saved




"Give me your pardon, sir. I have done you wrong....
I here proclaim was
madness."
CHAPTER 111
The role of the painter should be to make an attempt,
as futile as the attempt may be, to awaken the conscious
ness of man. In my series of paintings, I had a concern
for a visual representation of a culture. I hoped to
achieve a confrontation between man and his environment.
I believe the painter and the average man perceive two
different worlds even though they live under the same
system.
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My dealings first of all were totally visual. Ele
ments can lose their true nature when viewed under inaus
picious conditions. An item which is a result of our
twentieth century technology can be perceived in the wrong
way.
Because twentieth century man is numb to his envir
onment, he has a distorted perception of it. Hamlet said,
"Wasn't Hamlet wronged Laertes? Never
Hamlet."
But the
truth is that Hamlet had wronged Laertes because Hamlet
is still Hamlet, even in the state of madness. One might
pardon Hamlet because of his madness, but he is still the
doer of the deed, no one else did it. The painter has to
first, try to inform people of the incessant plea of life
for a pardon, and then refuse the pardon.
Art has so far been a Hamlet asking a pardon from
Laertes, "....pardon it, as you are a
gentleman."
A sleeping world does not recognize it as a plea
but as a manifestation of a beautiful world and existence.
Beethoven's symphonies say, "What have I done that might
your nature, honor, and exception roughly awake, I here
proclaim was
madness."
The symphonies birth beauty an say,-,
"This glorious sound is life, anything else is an
aberration."
In reality, the "glorious sound", as beautiful as It may
be, is just a result of a sleeping society. It is mis
information. The besuty in Beethoven is not the beauty
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of its own nature, but it Is more than that. But to see
its real extension, one must be aware that the extension
exists.
My series of paintings is not purposed to reveal
the beauty in the sleeping man's world. Nor does It pur
port to be a symbol of the ugliness of the sleeping man's
world. It attempts to reveal, visually, the true nature
of a sleeping man's world, i. e., a machine's world.
There are no moral claims made. The photograph is
not bad, the color brown is not good, magazines are amor
al. The way they are used and perceived is the moral ques
tion. Magazines are only a conglomeration of a sleeping man's
existence. Dr. Timothy Leary said at a lecture that one
must look at the Items in one's room in order to find
out what one is about.
My search is .not to discover beauty as interpreted
by Beethoven, but to show, hopefully, that the mis-use
of potentially wonderful things has destroyed the beauty
of them. The mis-use of life has destroyed its beauty.
Some critics claim that recent art movements show
the horror and frustration of life.
Irritation usually arises when so nettling touches
a sore spot In ourselves, which most of the time
we would like desperately to hide; rarely if ever
does the fault lie totally with the provoking artist.
Modern art touches a sore spot, or several sore
spots, in the ordinary citizen of which he is totally
19
unaware. The more irritated he becomes at modern
art the more he betrays the fact that he himself,
and his civilization, are Implicated in what the
artist shows him.
*
Barrett says that modern painting shows the average
man what is really happening, and, since, unconsciously,
man knows what is happening, the act of facing modern art
brings him to this realization and he is angered.
m
Man's irritation with modern art only betrays his un
conscious existence. I said earlier that if one under
stands the music of the east one understands the east.
Isn't it peculiar that western man does not understand
his own art. The irritation is from the lack of under
standing, because it presents a world that is unfamiliar
to the average man who exists on the first level of con
sciousness. Man does not know what's really happening.
He and art are on two different wave lengths.
My purpose is not to frustrate anyone, or to rub
anyone's sore spot. It is, simply an attempt at descri
bing the environment in a way that would manifest the
possibility of differences in the perception of things.
And, too, the differences in perception depend upon the
stctes of mind or consciousness. I believe that I am on
the way to this end, I feel that I have not achieved the
end as yet.
1. William Barrett, Irrational Man, p. 43
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In realizing my conclusion, the reader must remember
the many facets that the problem contains and my many
theories and beliefs concerning it. To take one or two
sentences and have them stand for the entirety of my thou
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